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ABSTRACT
Westmoreland, Michael Harold. DMA. The University of Memphis. August 2013.
The National Association of Negro Musicians Scholarship Contest 1994 and 1999: A
Preparation Guide for the Clarinet Category. Major Professor: Dr. John Baur.
The National Association of Negro Musicians held its first meeting in
Washington, D. C. during a music festival that took place at Dunbar High School from
May 1-3, 1919. The first annual convention, whose purpose was the preservation,
encouragement and advocacy of all genres of music by African-Americans, was held July
29-31, 1919, in Chicago, Illinois. During this meeting a scholarship contest was
established and its first winner was Marian Anderson. My primary purpose of this
research project is to introduce clarinetists to some of the contributions made by AfricanAmerican composers to the clarinet literature by using the scholarship contest pieces. In
addition to a short biography for each composer discussed in this treatise, a discussion of
the composer’s work will explain some of the performance issues such as avant-garde
techniques, range, manuscript legibility, compositional techniques and other issues that
the performer will face while learning the music. I also want to create a teaching
curriculum consisting of established clarinet literature that will aid in the preparation of
these works for the scholarship contest and allow the clarinetist to compare works
between the established literature and works from African-American Composers.

iv

TABLE OF CONTENTS

LIST OF EXAMPLES

vi

Chapter

Page

1.

INTRODUCTION

1

2.

HISTORY OF THE NATIONAL ASSOCIATION OF
NEGRO MUSICIANS

5

3.

THE CONTEST PIECES

13

4.

THE USE OF ETUDE AND SOLO MATERIAL IN CONJUNCTION
WITH THE CONTEST PIECES

83

CONCLUSIONS

88

5.

BIBLIOGRAPHY

90

Appendices
A. ERRATA OF CONTEST PIECES

93

B. OTHER WORKS FEATURING THE CLARINET FROM THE
CONTEST COMPOSERS

100

C. LIST OF ETUDE AND SOLO MATERIAL

103

D. COPYRIGHT PERMISSION LETTERS

107

v

LIST OF EXAMPLES
1. Letter from Dr. J. Lanyé

12

2. T. J. Anderson, Swing Set for Clarinet and Piano, page 2

14

3. Anderson, Swing Set for Clarinet and Piano, mm. 41-48

16

4. Anderson, Swing Set for Clarinet and Piano, mm. 65-76

17

5. Polonaise rhythm

18

6. Anderson, Swing Set for Clarinet and Piano, mm. 129-44

19

7. Anderson, Swing Set for Clarinet and Piano, mm. 145-56

21

8. Anderson, Swing Set for Clarinet and Piano, mm. 181-96

22

9. Anderson, Swing Set for Clarinet and Piano, page 19

23

10. David Baker, Sonata for Clarinet and Piano, first movement, mm. 1-8

25

11. Blues scale in the key of D

26

12. Baker, Sonata for Clarinet and Piano, first movement, mm. 33-40

27

13. Progression of triples to swing eighth notes

28

14. Baker, Sonata for Clarinet and Piano, first movement, mm. 51-56

28

15. Baker, Sonata for Clarinet and Piano, first movement, mm. 64-69

29

16. Baker, Sonata for Clarinet and Piano, first movement, mm. 76-82

30

17. Solution for mm. 96-97, 107-108

31

18. Baker, Sonata for Clarinet and Piano, first movement, mm. 94-112

32

19. Baker, Sonata for Clarinet and Piano, first movement, mm. 113-22

33

20. Baker, Sonata for Clarinet and Piano, second movement, mm. 1-5

34

21. Baker, Sonata for Clarinet and Piano, second movement, mm. 25-28

35

22. Baker, Sonata for Clarinet and Piano, second movement, mm. 73-76

36

vi

23. Baker, Sonata for Clarinet and Piano, third movement, mm. 1-8

37

24. Baker, Sonata for Clarinet and Piano, third movement, mm. 98-103

38

25. Matrix for Soliloquios No. 3 for Clarinet

41

26. Roque Cordero, Soliloquios No. 3 for Clarinet, first movement, mm. 1-2 42
27. Tone row I 9 for Soliloquios No. 3 for Clarinet showing the combinatoriality
with the P 0 row

42

28. Tone row I 0 for Soliloquios No. 3 for Clarinet showing the combinatoriality
with the P 3 row

42

29. Cordero, Soliloquios No. 3 for Clarinet, first movement, mm. 5-12

43

30. Cordero, Soliloquios No. 3 for Clarinet, second movement, mm. 1-8

44

31. Cordero, Soliloquios No. 3 for Clarinet, second movement, mm. 16-24

45

32. Tone row P 0 for Soliloquios No. 3 for Clarinet showing the hexachord
grouping

45

33. Tone row P 0 manipulation for Soliloquios No. 3 for Clarinet mm. 14-18 46
34. Tone row P 0 manipulation for Soliloquios No. 3 for Clarinet mm. 18-22 46
35. Tone row P 0 manipulation for Soliloquios No. 3 for Clarinet mm. 29-32 47
36. Cordero, Soliloquios No. 3 for Clarinet, third movement, mm. 14-22

47

37. Cordero, Soliloquios No. 3 for Clarinet, third movement, mm. 29-32

48

38. Dorothy Rudd Moore, Night Fantasy, first movement, mm. 1-16

50

39. Moore, Night Fantasy, first movement, mm. 17-28

52

40. Moore, Night Fantasy, first movement, mm. 32-39

53

41. First tone row for Night Fantasy, movement 2

54

42. Moore, Night Fantasy, second movement, mm. 1-16

55

vii

43. Second Tone Row for Night Fantasy, movement 2 in concert pitch

56

44. Moore, Night Fantasy, second movement, mm. 80-95

57

45. Moore, Night Fantasy, second movement, mm. 96-111

58

46. Moore, Night Fantasy, second movement, mm. 112-23

60

47. Moore, Night Fantasy, second movement, mm. 135-40

61

48. Matrix for Concert Piece

63

49. Frederick C. Tillis, Concert Piece for Clarinet and Piano, mm. 1-24

65

50. mm. 19-31 Combination of tone rows in Concert Piece

66

51. Tillis, Concert Piece for Clarinet and Piano, mm. 25-48

67

52. Tillis, Concert Piece for Clarinet and Piano, mm. 73-96

69

53. mm. 146-58 Canonic treatment of tone row material in Concert Piece

70

54. Tillis, Concert Piece for Clarinet and Piano, mm. 141-63

71

55. Tillis, Concert Piece for Clarinet and Piano, mm. 260-67

72

56. Tillis, Concert Piece for Clarinet and Piano, mm. 312-17

73

57. George Walker, Perimeters, first movement, mm. 1-10

77

58. Walker, Perimeters, second movement, mm. 4-15

79

59. Walker, Perimeters, second movement, mm. 22-24

80

60. Walker, Perimeters, third movement, mm. 1-9

81

viii

CHAPTER 1
INTRODUCTION
While I was an undergraduate student at Youngstown State University, a
professor who was coordinator of undergraduate scholarships at the Dana School of
Music, informed me of a scholarship contest. This contest had a cash prize and he felt
that I was eligible to compete. I expressed my interest and asked for more information.
Upon receiving this information, I was thrilled with the opportunity to perform works that
I had studied and listened to during my applied clarinet studies. The works by Johannes
Brahms, Aaron Copland, Claude Debussy, Paul Hindemith, Francis Poulenc, Igor
Stravinsky and Carl Maria von Weber were familiar to me. My exposure to these works
came through the recordings that were available in our music library. Live performances
of these works by faculty, guest artists and students further enhanced my studies.
I was surprised and unprepared for the works by composers who were, for the
most part, completely unfamiliar to me. T. J. Anderson, David Baker, Roque Cordero,
Adolphus Hailstork, Ulysses Kay, Dorothy Rudd Moore, Fredrick Tillis and George
Walker were all new composers to me. The reason I had not heard of them was because
their works were relatively obscure and not considered part of the standard clarinet
repertoire. Our local symphony orchestra had never performed any works by these
composers. It was through my own research that I discovered that composer Adolphus
Hailstork had taught music theory at Youngstown State University. During his tenure
there, he composed the work “Out of the Depths” for band that was recorded by the
Youngstown State University Symphonic Wind Ensemble. I later discovered that Ulysses
Kay was a prominent black composer. William Grant Still was known to me because of
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his title of “Dean of Black Composers”. David Baker was only familiar to me as a
featured composer in the Jamie Aebersold method for jazz improvisation series.
As a young college musician, I was not prepared to work on an unfamiliar piece
of music without a recording available for study. There were no scores for any of these
works at my school and there was no way to search for these works at other music
schools. An additional problem was the task of securing the scores for personal study and
performance. Three out of the eight scores were available from music publishing
companies. The rest were available from either the composer (as is the case with
Adolphus Hailstork) or from print on demand services such as the American Composers
Editions or the Composers Facsimile Editions (currently available from the American
Composers Alliance). Because of this lack of immediate availability and unfamiliarity of
the works, I did not take part in the scholarship competition.
Years later, after my undergraduate studies were completed, I traveled to various
music stores and conferences and I was able to secure two selections from the scholarship
contest. Further study in graduate school at the University of Memphis allowed me to
borrow scores from other institutions for my personal study. The works by T. J.
Anderson, Dorothy Rudd Moore and Fredrick Tillis were written in their own
handwriting and at times, in my opinion, not clearly legible for a performer. Hand written
parts are a problem that many musicians face and are best solved by contacting the
composers with questions pertaining to their work. If the clarinetist is in an ensemble
setting such as an orchestra, they can check the score with the conductor during a
rehearsal break.

2

My primary purpose of this research project is to introduce clarinetists to some of
the contributions made by African-American composers to the clarinet literature by using
the scholarship contest pieces. In addition to a short biography for each composer
discussed in this treatise, a discussion of the composer’s work will explain some of the
performance issues such as avant-garde techniques, range, manuscript legibility,
compositional techniques and other issues that the performer will face while learning the
music. I also want to create a teaching curriculum consisting of established clarinet
literature that will aid in the preparation of these works for the scholarship contest and
allow the clarinetist to compare works between the established literature and works from
African-American Composers. The works selected for the National Association of Negro
Musicians scholarship contests of 1994 and 1999 were written between the 1950’s and
1980’s. Some of these works are published while others are stored in archive form with
the American Composers Alliance, an organization that promotes the works of modern
composers who may not be able to have their works published by a large publishing firm.
Some of the composers in the catalogue are college professors. Other composers are
women and minorities who would otherwise not have their works available to the public.
In my discovery of these composers and their works, I had an expectation that their music
would be in the style similar to that of William Grant Still. However, on further
examination, I discovered that this was not the case. While there may be some traces of
blues or jazz in these works, there is also use of atonality and serial technique. The latter
of these compositional traits is no doubt a part of the composer’s educational background.
The composers that will be included in this study are T. J. Anderson, David Baker, Roque
Cordero, Dorothy Rudd Moore, Fredrick Tillis and George Walker. Two other composers
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whose works were used for the contest, Adolphus Hailstork and Ulysses Kay, have been
omitted because of the lack of availability of their scores. It is my hope in the future to
secure these works for review in a scholarly journal such as The Clarinet. Another
purpose of this preparation guide is to pair these contest works with etude and solo
material that can be used to aid in the preparation of these works and may open doors to
other lesser-known works in the literature.
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CHAPTER 2
HISTORY OF THE NATIONAL ASSOCIATION OF NEGRO MUSICIANS
The earliest history of African-Americans contributing to American music can be
traced to the slave-trade era with the first slave ship arriving in Jamestown, Virginia in
1619. Early colonial newspapers (the first being the Boston News Letter, founded in
1704), advertised slaves that were “For Sale” or “To Be Sold”.1 In these advertisements,
slaves were described as being able to play a variety of instruments such as violins,
flutes, fifes, and French horn, while some of them made fiddles.2 The slave musicians
provided music for the upper class country dances, cotillions, and also provided music for
dancing class.3 Some of these slaves received their training with a singing-school master,
who would teach the slaves the fundamentals of music. One slave in particular, Occramer
Maycoo, who took on the name of Newport Gardner, became so skilled in music that he
later set up his own singing-school and taught other white and black students, including
his mistress who supported his music training.4 As African-Americans began to gain their
freedom they started to create their own church congregations in the northern cities of
New York, Philadelphia, and Boston. At these churches ex-slaves were not only taught
how to read, but received additional instruction at the singing schools that were a part of
each church and took part in sacred music concerts within the community.5 During this

1

Doris Evans McGinty, ed. A Documentary History of the National Association of Negro
Musicians (Chicago: Center for Black Music Research, Columbia College Chicago, 2004),
4.
2
Ibid., 4.
3

Ibid., 4.

4

Ibid., 5.

5

Ibid., 5.

5

time period there were a number of professional African-American musicians who
taught, performed, and ran their own music schools. Among these individuals were
Morris Brown, Robert Johnson and Francis (Frank) Johnson in Philadelphia and William
Appo in New York.6 Elizabeth Taylor Green was the first black woman to have a
successful career as a music teacher and as a concert soprano vocalist. Known as “the
Black Swan”, she made her debut performing at the all-white Buffalo Music Association
in Buffalo, New York in 1851.7 Through the patronage of the Duchess of Sutherland and
Harriet Beecher Stowe, she was able to travel to England to study voice with George
Smart and present concerts, one of which was a command performance for Queen
Victoria.8
The earliest professional organizations for African-American musicians were the
African Harmonic Society in Philadelphia and the Union Harmonic Society in Boston,
both founded in the 1820’s with the main purpose of maintaining high quality music
performances in the black communities.9 The first African-American public library (The
Philadelphia Library Company of Colored Persons) opened in Philadelphia in 1833 due
to the racism and segregation during the time period. Going beyond its service of
providing books, this library was a sponsor for concerts, debating events, and other
cultural events within the African-American community.10 The southern United States
also had black musicians who were active, especially in the city of New Orleans, where
6

Ibid., 6.

7

Ibid., 6.

8

Ibid., 7.

9

Ibid., 7.

10

Ibid., 8.

6

brass bands were very prominent and performed for parades and other events.11 The
demand for musicians to play in these brass bands was met by patrons who were willing
to support the training of black musicians. Additional ways to recruit musicians was
through newspaper advertisements, which offered lessons, uniforms, and a stipend.12
After the Civil War, the musical activities of African-Americans increased. Besides
receiving their training from other musicians and the singing schools, music schools and
conservatories began to accept minority students. Some of the more prominent schools to
do this were the Oberlin Conservatory in Ohio, the New England Conservatory in
Boston, and the National Conservatory in New York.13
During the early twentieth century, after World War I, many blacks returned
home from the war. While some returned to their southern roots, other began to migrate
to the north in order to escape the racism and lack of jobs in the south. Cities such as New
York, Washington, D.C., and Chicago saw an increase in the black population, which in
turn fueled the need for cultural enlightenment and entertainment within the black
communities of the United States. Some of the professional black musicians of this time
began to consider creating a professional organization to promote camaraderie and
professional advancement within their profession. Harriet Gibbs Marshall, the first black
musician to complete a diploma from an American conservatory (Oberlin Conservatory)
in piano performance, is considered the first person to attempt creating a professional
organization for black musicians. Her efforts to create such an organization in 1906 were

11

Ibid., 8.

12

Ibid., 8.

13

Ibid., 9.
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met with indifference from the other black musicians.14 Henry Lee Grant, who studied
with Marshall at her Washington Conservatory of Music, made an effort to create an
organization in 1916 and also met with indifference. The entrance of the United States
into World War I in 1917 and the outbreak of the Spanish influenza epidemic delayed the
start of an additional organization for black musicians until the year 1919.15
The National Association of Negro Musicians held its first meeting in
Washington, D. C. during a music festival that took place at Dunbar High School from
May 1-3, 1919. An announcement in the Washington Bee issue of April 29, 1919 stated:
The Annual Music Festival of the Dunbar High School will be held in this city
from May 1 to May 3, 1919, and an appeal to colored musicians, artists, and
music teachers to cooperate in the opening of a conference of colored musicians
in connection with the festival has been issued. The appeal sent out by the festival
committee is thorough in scope and aim if carried out to the letter. Certainly it is
of greatest importance that race musicians should organize for their own mutual
betterment, which could have been done long since but for lack of brotherly
recognition in the profession and self-styled great artist….
Let all musicians rally to the support of this music festival and help make it highly
successful in both attendance and interest.16
This first meeting had thirty-three people in attendance including concert artists, studio
and public school teachers, a band master, and a music contractor/entertainer.
The first annual convention, whose purpose was the preservation, encouragement
and advocacy of all genres of music by African-Americans, was held July 29-31, 1919, in
Chicago, Illinois. Among the founders of the organization were Nora Douglas Holt
(music critic and composer), Henry Lee Grant (music teacher), Georgia Fraser Goins

14

Ibid., 16.

15

Ibid., 16-17.

16

Ibid., 18.
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(pianist), R. Nathaniel Dett (pianist and composer), Clarence Cameron White (violinist
and composer), Carl Diton (pianist and baritone vocalist), and Kemper Harreld (violinist).
An annual convention was held in a major city to discuss the business of the organization
and to further the agenda of the organization’s goals. A scholarship contest was
established during the Chicago convention with soprano Marian Anderson being its first
reward recipient. Later on, scholarships were given in the area of piano performance. The
scholarship contest was expanded so that students had to perform for cash prizes to be
used for the study of music. Additional categories that were added include organ, strings
(all orchestral instruments plus harp), and winds and percussion (all brass and
woodwinds). The current rules and eligibility requirement for the contest are the
following:
Competition Rules and Regulations
1. Contestants must perform the same selections in its entirety as listed in the
competition repertoire list on all levels of the competition (no substitutions). As
applicable, all selections must be performed with live piano accompaniment.
Performance must not exceed 35 minutes in length.
2. Applicants must submit a CD recording of their selections from the competition
repertoire list for evaluation during the preliminary round.
3. Contestants must submit three (3) copies of each composition to be performed
with measures numbered consecutively from beginning to end (one copy must be
an original). Copies should be clean (no additional markings except measure
numbers), double sided, and placed in a three ring binder.
4. Appropriate concert attire is required for the local and regional competitions.
Appropriate formal concert attire is required for the national competition.
5. Memorization is required for the local (semi-final and final rounds), regional, and
national competitions.
6. Semi-finalists and finalists must arrive and check in at the competition site no
later than 30 minutes before the scheduled start time. Late arrivals may be
automatically disqualified by the competition chair.
9

7. Contestants must provide their own piano accompanists for the local competition
(as applicable). The winner of the local competition may request a piano
accompanist for the regional and/or national competitions.
8. The first place winner of the local competition must compete in the regional and
national rounds of the competition, if selected. If the first place winner is unable
to compete, the next place winner able to compete will become the first place
winner of record.17
Eligibility (for the Washington D.C. scholarship contest)
1. The age limit shall be from the ages of 18 through 30 years old from the time
of application (proof must be submitted with application). Applicants must not
pass their 30th birthday by July 31, 2012.
2. Applicant must be a resident of or attending a college/university in Maryland,
District of Columbia, or Northern Virginia (proof must be submitted with
application). Applicants must be studying music at a music/arts school or an
accredited educational institution to be eligible to compete in this competition.
3. A first place winner at the National Scholarship Competition is not eligible to
compete the following year.
4. Full-time public school music teachers or college faculty as defined in
academia (tenure-track and tenured professors) are not eligible to compete.
However, graduate students holding teaching assistantships can participate if
they are not receiving 50% of their employment from such appointments.
5. Instrumentalists with contractual full-time orchestral or ensemble jobs are
considered semi-professional or professional musicians and are ineligible.
6. Professional performers under management are likewise ineligible as
contestants.

17

The National Association of Negro Musicians, Inc. The Ben Holt Memorial Branch,
Washington, D.C. http://nanmdc.org/?page_id=12 (accessed April 24, 2012).
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7. Completed application must be received by Noon on March 24, 2012. A
completed application includes a completed application form, CD, proof of
age and residency, and submission of a non-refundable application fee of $35
(check or money order) to:
The Ben Holt Memorial Branch
ATTN: Patrick D. McCoy
Takoma Park Baptist Church
635 Aspen Street, NW
Washington, D.C. 2001218

The structure of the scholarship contest in the clarinet category was that each
contestant was required to play two works. One work would be from the standard clarinet
repertoire. The second work would come from an African-American composer and the
contestant is judged on tone quality, technical proficiency, intonation, interpretation,
memorization and stage presence. The scholarship contest is held at the local, regional
and national levels. The following document is from 1994 and was for a regional contest
for clarinet that was to be held at the Cleveland Music Settlement School in Cleveland,
Ohio. This repertoire list was also used in the 1999 clarinet scholarship contest
(Example 1). This repertoire was in use until 2008 according to Dr. Marvin Curtis,
Scholarship Chair for the National Association of Negro Musicians.19

18

The National Association of Negro Musicians, Inc. The Ben Holt Memorial Branch,
Washington, D.C. http://nanmdc.org/?page_id=10 (accessed April 24, 2012).
19

Email from Dr. Marvin Curtis, October 23, 2012.
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Example 1. A letter from Dr. J. Lanyé with information about the National
Association of Negro Musicians Scholarship Competition, Clarinet Category,
1994.
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CHAPTER 3
THE CONTEST PIECES

Anderson, T. J. (b. 1928) United States of America
Swing Set (1972) for clarinet and piano
American Composers Alliance, 1988.
Duration: ca. 12:00 min.
Range: Chalumeau E to Altissimo G#
Dedication: Thomas Ayres
Recording: Archival recording at the Center of Black Music Research, Columbia
College, Chicago
Thomas Jefferson Anderson was born in Coatesville, Pennsylvania. He studied
piano with his mother at the age of five and later formed his first touring jazz ensemble at
the age of thirteen. His degrees include a Bachelor of Music degree from West Virginia
State University, a Master of Music Education degree from Pennsylvania State
University, and a Doctor of Philosophy degree in music composition from the University
of Iowa. He has studied composition with Edward Lewis, Ted Phillips, P. Ahmed
Williams, George Ceiga, T. Scott Huston, Phillip Bezanson, Richard B. Hervig and
Darius Milhaud.1
Swing Set for clarinet and piano was composed in 1972 for Thomas Ayres of the
University of Iowa. The first performance took place in Iowa City with Thomas Ayres,
Clarinet and Carol Lesniak, piano. The score is a reproduction of the composer’s hand
written manuscript parts with a score for each of the performers, because of complexity
of ensemble between the two parts. The clarinet part is transposed in the score
(Example 2).
1

Grove Music Online, “Anderson, T. J..” by Guthrie P. Ramsey Jr. (accessed January 11,

2011).
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Example 2. T. J. Anderson, Swing Set for Clarinet and Piano, page 2. ©1988 by
T. J. Anderson; Reprinted with permission of the American Composers Alliance,
Inc. (BMI), exclusive publisher.
14

Anderson had this to say about the work:
I enjoy mixing styles. In my composition Swing Set, for clarinet and piano, one
can see the references with a clear degree of contrast. This work is influenced by
Webern, Schoenberg, Joplin, Bartok, and current trends. Listening to the piece,
however, one would have to identify the style as Anderson.2
This work creates a pointillistic sound environment. Starting with a two-page cadenza for
clarinet and piano that leads into the first section, mm. 1-60 ( = 60) in 3/4 time. This
section is a challenge for the performers because of the heavy use of entrances that are
not always together between the clarinet and piano part. For example at mm. 42-44 each
hand of the piano enters on a different beat, as does the clarinet part. With the use of
dotted rhythms in this section it is advisable that the performers mark the downbeats in
their parts with a pencil. Additionally, where these dotted rhythms occur in the music, the
counting subdivision needs to take place at the sixteenth note level to insure accurate
placement of the entrances. Both the clarinet and piano parts use intervals that involve
leaps that will go beyond an octave combined with sudden dynamic contrasts.
Throughout this work Anderson uses layers of rhythms that add further complexity to the
work. For example at m. 41 tuplets are grouped in 4 against 5 against 6 simultaneously
(Example 3).

2

David N. Baker, et al., eds., The Black Composer Speaks: A Project of the AfroAmerican Arts Institute, Indiana University (Metuchen, New Jersey: The Scarecrow Press, Inc.,
1978), 4.
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Example 3. T. J. Anderson, Swing Set for Clarinet and Piano, mm. 41-48.
©1988 by T. J. Anderson; Reprinted with permission of the American Composers
Alliance, Inc. (BMI), exclusive publisher.

The next section, mm. 61-180, ( = 120) is in 4/4 time. Anderson begins to gradually add
some tertian harmony mixed with the material of the previous section. Initially the tertian
harmonies are difficult to discern due to the open spacing that Anderson uses in their
appearance. The writing here is in the style of Anton Webern in that the material is rather
sparse in its presentation. At m. 70 the clarinetist is required to use vibrato. I recommend
using a jaw vibrato in which the jaw moves up and down in a chewing motion. The gliss
for clarinet at m. 75 could be performed as a lip bend where the performer drops their jaw
downward, taking pressure off of the reed and lowering the pitch. Another way to
perform it is to play a chromatic scale downward (Example 4).

16

Example 4. T. J. Anderson, Swing Set for Clarinet and Piano, mm. 65-76.
©1988 by T. J. Anderson; Reprinted with permission of the American Composers
Alliance, Inc. (BMI), exclusive publisher.
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At m. 133 the tempo is slower and Anderson begins to use more tertian harmonies with
the harmony in this measure implying a Bb dominant seventh chord with the written C in
the transposed clarinet part against the D and Ab in the piano part. Anderson also adds
interest to this section by introducing a Polonaise rhythm (Example 5) in the piano part
that is paired with the clarinet interjecting chromatic material that is in no way related to
what the piano part is doing (Example 6).

Example 5: Polonaise rhythm.

18

Example 6. T. J. Anderson, Swing Set for Clarinet and Piano, mm. 129-44.
©1988 by T. J. Anderson; Reprinted with permission of the American Composers
Alliance, Inc. (BMI), exclusive publisher.
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At m. 146 in the clarinet part, Anderson introduces a ragtime style. Ragtime is an
instrumental genre for piano that combines syncopation in the melody with a march
rhythm. Scott Joplin and other African American composers used the style in the early
20th century. This section also contains more tertian harmony than any other sections of
this work. At m. 149 the piano plays a downbeat-upbeat pattern that would be found in
ragtime music, while the clarinet still uses some of the chromatic material from the
previous section. In mm. 151-153 both parts play an ending that is typical of ragtime
music (Example 7).
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Example 7. T. J. Anderson, Swing Set for Clarinet and Piano, mm. 145-56.
©1988 by T. J. Anderson; Reprinted with permission of the American Composers
Alliance, Inc. (BMI), exclusive publisher.

Just as quickly as the ragtime style appeared it gradually disappears at mm. 154-157 with
a clarinet flourish that implies a Bb major dominant seventh chord. The next section from
mm. 181-300 ( =  = c. 120) is in 3/8 time. The notes should be spaced approximate to
their rhythmic relationship to the tempo. For example at m. 182 the F# in the left hand of
the piano can be interpreted as being played on count three or the and of count three. The
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beams on the note show the approximate duration of each pitch in the parts. The clarinet
and piano do not have to line up during the performance of this section with the exception
of mm. 196 (shown below), 218, and 223 (Example 8).

Example 8. T. J. Anderson, Swing Set for Clarinet and Piano, mm. 181-96.
©1988 by T. J. Anderson; Reprinted with permission of the American Composers
Alliance, Inc. (BMI), exclusive publisher.

This section is in a pointillistic style and leads into the final section that is a two and a
half page cadenza. In this final section the soloist is required to use flutter tonguing, a
technique in which a performer on a wind instrument blows air through the instrument
while rolling the letter “R” with their tongue and creating a buzz saw effect. If the
performer cannot produce a flutter tongue, growling while sustaining the note is a
substitute (Example 9).
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Example 9. T. J. Anderson, Swing Set for Clarinet and Piano, page 19. ©1988 by
T. J. Anderson; Reprinted with permission of the American Composers Alliance, Inc.
(BMI), exclusive publisher.
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This is a virtuoso work that requires extensive rehearsal between the performers
due to the spatial writing. Anderson notates the music with lots of notes beamed together
in large segments which may be confusing to some musicians. Early rehearsals of this
work would best be spent isolating the sections that have the most complex rhythmic
problems and rehearsing them with a metronome attached to an amplification device.
Baker, David (b. 1931) United States of America
Clarinet Sonata (1990) for clarinet and piano
Keiser Classical, 1990.
I. Blues
II. Loneliness
III. Dance
Duration: ca. 14:00 min.
Range: Chalumeau E to Altissimo Bb
Dedication: None
Recording: James Campbell, clarinet; Leonard Hokanson, piano. CALA 77010 (CD);
Marcus Eley, clarinet; Lucerne DeSa, piano. Arabesque Recordings Z6703 (CD)
David Nathaniel Baker was born in Indianapolis, Indiana on December 21, 1931.
He is best known for his compositions in the classical and jazz styles. He has toured with
Stan Kenton, Maynard Ferguson and also was the leader of his own big band. In the
summer of 1953 he was involved in a car accident that threw him through the windshield.
He injured his jaw and was forced to switch from the trombone to cello in 1962. Later in
his career he returned to the trombone to record with Bill Evans. Baker earned a Bachelor
of Music degree and Master of Music degree from Indiana University and currently is the
chairman of the jazz department there.3
Clarinet Sonata for clarinet and piano was written in 1990. The score is a
reproduction of the composer’s hand written manuscript. Unlike the other composers
Grove Music Online, “Baker, David.,” by Paul Rinzler., ed. by Barry Kernfeld.
(accessed December 14, 2011).
3
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mentioned in this study, Baker’s writing is more legible due to his experience composing
and arranging numerous big band and combo charts for many years. The clarinet part is
transposed in the score. Each movement places great demands on the performers in terms
of the changes in jazz styles from swing time to straight time and the use of half time
(dividing a tempo in half) and double time (doubling the speed of a tempo, usually in
sixteenth or 32nd notes for the solo part). The first movement (“Blues,”  = 184) opens
with solo clarinet. In his commercial recording of this work, James Campbell begins
slowly and then accelerates in the first three measures establishing time in m. 4
(Example 10).

Example 10. David Baker, Sonata for Clarinet and Piano, first movement,
mm. 1-8. ©1990; Reprinted with permission of Keiser Classical (BMI).
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The blues scale is predominant throughout this movement but is mixed with other
chromatic notes for variety and is based on a minor pentatonic scale. Its construction
consists of a minor third, whole step, half step, half step, minor third, and whole step. The
tritone which is created between the first and fourth notes of the scale is called a “flatted
fifth” in the jazz community (Example 11).

Example 11. Blues scale in the key of D.

The next four sections feature the clarinet and piano in various contrasting blues styles
and tempos. The blues form, which is twelve bars in length is also used throughout this
movement and varied within each of the sections through key changes and length of each
section.

mm. 36-51 ( = 184)
For this section the performers should play in a swing style (Example 12). In jazz music
swing style is notated in eighth notes but is played like eighth note triplets that have the
first two notes tied together. Below is an example that has triplets progressing to swing
eighth notes with the first two notes slurred (Example 13). Another technique that is used
in jazz performance is “trading fours”. This is when jazz performers alternate brief solos
between each other that are four measures long although it can be four or eight bars. The
example at letter C is based on a one-measure exchange between the clarinet and piano.
The piano part outlines the blues scales in the left hand using what is called a “boogie
woogie” rhythm, an ostinato pattern in octaves that was developed in the early twentieth
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century. The right hand chords of the piano uses notes from the blues scale mixed in with
non-chord tones for the purpose of adding color and outlining a specific harmony. For
example at m. 40 while the left hand of the piano outlines the F blues scale the right hand
outlines a chord containing B, D, G, and Bb of which the D and G are not a part of the F
blues scale. The chord is a combination of major and minor tonality due to the grouping
the G, B, and D together for a major chord and grouping G, Bb and D for a minor chord.
This chord also strengthens the flatted fifth occurring on count four of the measure.

Example 12. David Baker, Sonata for Clarinet and Piano, first movement,
mm. 33-40. ©1990; Reprinted with permission of Keiser Classical (BMI).
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Example 13. Progression of triples to swing eighth notes.

mm. 52-63 (Slower very rhythmic,  = 116)
In this section double time 16th notes are used for the first time in this composition. Jazz
performers, such as Charlie Parker and others, used double time technique during their
improvisational performances to play twice the amount of notes in a given space.
Examples of this technique appear in mm. 53-54 (Example 14).

Example 14. David Baker, Sonata for Clarinet and Piano, first movement,
mm. 51-56. ©1990; Reprinted with permission of Keiser Classical (BMI).
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mm. 64-75 (Slightly faster,  = 126)
In this section, triplets, eight notes and double time 16th notes are in used. The piano part
has a boogie woogie rhythm in both hands while the clarinet plays a melody based on the
F# blues scale. At mm. 68-69 the clarinet remains in the F-sharp blues scale tonality by
emphasizing the flatted fifth (D# to A) against the piano part which is outlining the A
blues scale creating great harmonic tension (Example 15).

Example 15. David Baker, Sonata for Clarinet and Piano, first movement,
mm. 64-69. ©1990; Reprinted with permission of Keiser Classical (BMI).
29

mm. 76-91 (Deliberate,  = 126)
This section is slower than the previous sections and uses a technique called stop time in
which the ensemble (or this case the piano) plays as series of chord that are separated by
silence. During the silence the soloist plays alone (Example 16).

Example 16. David Baker, Sonata for Clarinet and Piano, first movement,
mm. 76-82. ©1990; Reprinted with permission of Keiser Classical (BMI).

mm. 92-115 (Lilting,  = 144)
This section is based on the tune All Blues which was featured on the album “Kind of
Blue” (1959) by Miles Davis. The repeating bass vamp, in the piano part is from this tune
and is entirely based on the G Mixolydian mode. There is no modulation to other keys in
the bass vamp, however at m. 100 the clarinet part uses a G melodic minor scale against
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the bass vamp, with the right hand of the piano playing chords with an added Bb and Ab
which blend with the scale.
There are two rhythmic challenges for the clarinetist in this section. The first
occurs at mm. 96-97 and 107-108 with the clarinet part using a quadruplet grouped in
four eighth notes against the 3/4 time signature. This challenge can also be found in the
first movement of the Sonata for Clarinet and Piano by Paul Hindemith. The solution is
to think of each measure having the sixteenth notes grouped into three and played as
dotted eighth notes (Example 17).

Example 17. Solution for mm. 96-97 and 107-108.

The next challenge occurs at mm. 111-114 with the use of quarter note triplets that occur
over the bar line. Practice the section by thinking that each quarter note triplet is written
in a 2/4 measure (Example 18).

31

Example 18. David Baker, Sonata for Clarinet and Piano, first movement,
mm. 94-112. ©1990; Reprinted with permission of Keiser Classical (BMI).

32

mm. 116-131 (Slow - ½ Time)
This section is a slow ballad and begins with a four bar piano introduction followed by a
pickup entrance in the clarinet in the fourth bar. The eighth notes in the clarinet part can
be played in a straight style rather than in a swing style. James Campbell does this in his
commercial recording of the work (Example 19).

Example 19. David Baker, Sonata for Clarinet and Piano, first movement,
mm. 113-22. ©1990; Reprinted with permission of Keiser Classical (BMI).

There is a D.S. al coda that returns to m. 20. The coda, which is on a separate page, will
have to be memorized by the clarinetist.
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The second movement (“Loneliness,”  = 60) is in a ballad style and displays the
lyrical abilities of the clarinet. The eighth notes in this movement should be played
straight according to the commercial recording made by clarinetist James Campbell
(Example 20).

Example 20. David Baker, Sonata for Clarinet and Piano, second movement,
mm. 1-5. ©1990; Reprinted with permission of Keiser Classical (BMI).

At m. 25 Baker gives the tempo indication double time, which means to take the previous
tempo and double it (Example. 21).
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Example 21. David Baker, Sonata for Clarinet and Piano, second movement,
mm. 25-28. ©1990; Reprinted with permission of Keiser Classical (BMI).

At m. 33 the clarinet has a long series of 16th note arpeggios against the piano
accompaniment which will require a big breath. The meter change to 3/4 time at m. 49
can be set up by thinking quarter note beats in the previous measure. There is one
challenging rhythmic spot at mm. 53-54 where quarter note triplets are played across the
bar line. The original tempo of the movement ( = 60) returns at m. 61. Here the clarinet
part utilizes double time at the 32nd note value in duet with the piano part. Some slurs are
missing in the clarinet part in mm. 73 and 75-76 and need to be added (Example 22).
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Example 22. David Baker, Sonata for Clarinet and Piano, second movement,
mm. 73-76. ©1990; Reprinted with permission of Keiser Classical (BMI).

In m. 77 the double time returns and finishes with an ad lib measure featuring the clarinet
alone. There is a D.C. al coda that returns to beginning of this movement. The coda,
which is on a separate page, will have to be memorized by the clarinetist.
The last movement (“Dance,”  = 208) is in cut time and in a Calypso style, a
song style from the Caribbean region. Rondo form is used for this movement. The
clarinetist is advised to listen to a recording of St. Thomas by Sonny Rollins in order to
hear what the style should be like. The eighth notes should be played in a straight style
(Example. 23).
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Example 23. David Baker, Sonata for Clarinet and Piano, third movement,
mm. 1-8. ©1990; Reprinted with permission of Keiser Classical (BMI).

At mm. 49-77 the music becomes more aggressive, chromatic and technically demanding
for each player. A slower section ( = 152) from mm. 78-131 returns to the initial calypso
style and features the clarinet part using double time sixteenth notes (Example. 24).
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Example 24. David Baker, Sonata for Clarinet and Piano, third movement,
mm. 98-103. ©1990; Reprinted with permission of Keiser Classical (BMI).

There is a D.C. al coda that returns to the beginning of this movement. The coda, which
is on a separate page, will have to be memorized by the clarinetist.
It is recommended that clarinetists who are not acquainted with jazz performance
style will need to listen to jazz recordings of various artists in order to interpret this work
properly. The commercial recordings of this work by James Campbell and Marcus Eley
will be of help to clarinetists. There are no improvised solos in this work; however some
techniques such as lip bends, vibrato, and other jazz techniques can be used by the
clarinetists who are well acquainted with jazz performance. However, since this work is
required for the scholarship contest, clarinetists must make a judgment on the addition of
jazz interpretations since the judges who will be listening to the performance will expect
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what is printed in the score to be performed exactly. Each movement in this work
contains a coda that occurs at a bad page turn. However, each coda is very short and can
be memorized by the clarinetist.
Cordero, Roque (1917 – 2008) Panama
Soliloquios No. 3 (1976) for solo Bb clarinet
Peer International Corporation, 1980.
I. Agitato
II. Lento con espressione
III. Lento; Allegro giocoso
Duration: ca. 7:00 min.
Range: Chalumeau E to Altissimo Bb
Dedication: To Aris Chávez
Recording: None available
Roque Jacinto Cordero was born on August 16, 1917 in Panama City, Panama. He
started his music career at an early age, writing band music and conducting, building a
local reputation and winning several prizes. Cordero started his music studies in his
native city and later moved to the University of Minnesota to study conducting with
Dmitri Mitropoulos, and later with Ernst Krenek at Hamline University, where he
graduated magna cum laude.4 In his book Woodwind Music of Black Composers Aaron
Horne listed Roque Cordero as a composer of Afro-Latin descent. Cordero however had
this to say about his ethnicity in an interview with Thomas Carl Townsend:
And the point is: I will insist always to be recognized as a Panamanian composer.
I am not an American composer, I am not Afro-American, I am not
Afro-Panamanian, no, I am not Afro-anything. I do not have anything to do with
Africa, I have to do with Panama. If I am going to look back I will look back into
my ancestors which are really from Colombia from the Guajiro tribe in Colombia

4

Grove Music Online, “Cordero, Roque.” by Gerard Béhague (accessed January 11,

2011).
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which doesn't have anything to do with Africa. They were natives of that region of the
continent, but I am not a Colombian-Panamanian, I am a Panamanian-period.5

Soliloquios No. 3 for clarinet was written in 1976 and is part of a set of six
soliloquios written from 1975-1992.6 This work was dedicated to Aris Chávez, Professor
of Clarinet Emeritus at Illinois State University. Out of the six contest pieces mentioned
in this document, Soliloquios No. 3 and George Walker's Perimeters are not in the
composer’s handwriting and the parts are easy to read. This work uses 12-tone technique
in the first and last movements while the second movement is atonal. The first movement
states the P 0 row of the matrix in mm 1-2. Cordero will use the P 0 row later in the third
movement (Examples. 25 and 26). Occasionally Cordero will use other forms of the tone
row such as in mm. 5-6 where the I 9 row is an example of combinatoriality, which is
when the hexachords of one tone row correspond to that of another row. The P 0 row and
the I 9 row share mutual hexachords between the first half and second half of each row
(Example. 27). Another example of combinatoriality occurs at mm. 10-17 which uses the
I 0 row and P 0 row and share mutual hexachords between each other (Example 28).
Additionally Cordero will present the P 0 tone row by gradually using the notes of the
row in order. For example, at m. 7 Cordero states the P 0 row in order but in fragments
using three notes at a time starting with the F-sharp. Then in m. 10 Cordero begins to use
the I 9 row (Example 29).

Thomas Carl Townsend, “LAMC: LAMúsiCa Vol.2 No. 4: A Conversation with Roque
Cordero,” Latin American Music Center, http://www.music.indiana.edu/html/som/lamc/
publications/lamusica/vol2.4/cordero.html (accessed November 11, 2010).
5

6

Béhague, “Cordero, Roque.” (accessed January 11, 2011).
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Example 25. Matrix for Soliloquios No. 3 for Clarinet.
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Example 26. Roque Cordero, Soliloquios No. 3 for Clarinet, first movement,
mm. 1-2. ©1980; Used by permission of Peer International Corporation.

Example 27. Tone row I 9 for Soliloquios No. 3 for Clarinet showing the
combinatoriality with the P 0 row.

Example 28. Tone row I 0 for Soliloquios No. 3 for Clarinet showing the
combinatoriality with the P 3 row.
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Example 29. Roque Cordero, Soliloquios No. 3 for Clarinet, first movement,
mm. 5-12. ©1980; Used by permission of Peer International Corporation.

Cordero uses the tone rows to delineate the active sections (smaller note values) of the
movement that use the P 0 row from the less active sections (longer note values) that use
the I 9 row. It is also interesting to note that out of the 45 measures that make up the first
movement, only three measures of music use the I 9 row and only three measures use the
P 3 row. Other difficulties of this movement include quarter-tones, flutter tonguing,
graphic notation and grouping of notes in triplets and quintuplets. Phillip Rehfeldt’s New
Directions for Clarinet is an excellent book that exposes clarinetists to the contemporary
techniques for the instrument. The first edition of this book includes a plastic sound sheet,
which is a version of a 45-rpm record and contains recorded examples of the techniques
presented in the book.
The second movement does not use the prime row or any of its mutations stated in
the first movement and is written in an atonal style (Example 30).
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Example 30. Roque Cordero, Soliloquios No. 3 for Clarinet, second movement,
mm. 1-8. ©1980; Used by permission of Peer International Corporation.

The middle section of this movement uses some non-metric measures, graphic notation,
flutter tonguing, triplets, quintuplets, sextuplets and quarter-tones. If the soloist cannot
flutter tongue, growling while sustaining the note is an alternative. The movement closes
by restating the opening theme of this movement in retrograde (Example 31).
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Example 31. Roque Cordero, Soliloquios No. 3 for Clarinet, second movement,
mm. 16-24. ©1980; Used by permission of Peer International Corporation.

The final movement returns to the use of the P 0 tone row. Cordero now begins to
reorganize the order of the prime tone row and divide it into two hexachords
(Example 32).

Example 32. Tone row P 0 for Soliloquios No. 3 for Clarinet showing the
hexachord grouping.

From this grouping Cordero uses the P 0 of the row to reorganize the notes and create
new groupings of the row. The material that will be put to use in this movement is taken
from mm. 14-18 (Example 33).
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Example 33. Tone row P 0 manipulation for Soliloquios No. 3 for Clarinet
mm. 14-18.

Cordero takes notes from each of the hexachords of the P 0 row to present this row in a
new way. A further manipulation of the P 0 row occurs from mm. 18-21 (Example 34).

Example 34. Tone row P 0 manipulation for Soliloquios No. 3 for Clarinet
mm. 18-22.

The next manipulation of the P 0 tone row is based on the manipulation in mm. 14-18 and
occurs at mm. 29-32 (Example 35).
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Example 35. Tone row P 0 manipulation for Soliloquios No. 3 for Clarinet
mm. 29-32.

The following examples show how Cordero uses the manipulations in the music with the
first example using material from letters C-J and the second example is the combination
of letters C-F in a continuous flow of sixteenth notes (Examples 36 and 37).

Example 36. Roque Cordero, Soliloquios No. 3 for Clarinet, third movement,
mm. 14-22. ©1980; Used by permission of Peer International Corporation.
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Example 37. Roque Cordero, Soliloquios No. 3 for Clarinet, third movement,
mm. 29-32. ©1980; Used by permission of Peer International Corporation.

By studying how Cordero manipulates the P 0 tone row in this movement a performer
can better understand how the material is constructed and therefore be able to interpret
the music on a deeper level. This work is well written for the clarinet and shows
Cordero’s understanding of the technical and expressive capabilities of the clarinet.
Moore, Dorothy Rudd (b. 1940) United States of America
Night Fantasy (1978) for clarinet and piano
American Composers Alliance, 1979.
I. Largo
II. Allegro
Duration: ca. 12:00 min.
Range: Chalumeau F to Altissimo E
Dedication: for Ken Adams
Recording: Marcus Eley, clarinet; Lucerne DeSa, Piano. Sono Luminus DSL-92156 (CD)
Dorothy Rudd Moore was born on June 4, 1940 in Wilmington, Delaware. She
received her first piano lessons from her mother and later continued her piano studies at
the Wilmington School of Music. While attending Howard High School in Wilmington,
she learned how to play the clarinet so she could join the all-male band. Additionally, she
was a member of the Civil Air Patrol, an auxiliary of the U. S. Air Force and earned the
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cadet rank of lieutenant.7 She earned the Bachelor of Music degree from Howard
University studying with Mark Fax and later traveled to France for additional studies at
the American Conservatory at Fontainebleau with Nadia Boulanger and also with Chow
Wen-chung in New York City.8
Night Fantasy for clarinet and piano was written in 1978 and published in 1979
by the American Composers Alliance. The score which is entirely in concert pitch (the
clarinet part is transposed) is a reproduction of the composer’s hand written manuscript.
Moore shows her mastery of motivic development throughout the work. The first
movement (Largo  = 52), which is lyrical and introverted, begins with the piano playing
a series of intervals primarily consisting of the perfect fourth and tritone followed by the
clarinet entrance at m. 16. These two intervals are used predominantly throughout this
movement and in the second movement. This opening material in both the clarinet and
piano is manipulated and reused throughout this movement (Example 38).

7

Helen Walker-Hill, From Spirituals to Symphonies: African-American Women
Composers and Their Music (Urbana: University of Illinois Press, 2007), 220-221.
Grove Music Online, “Moore, Dorothy Rudd.” by Doris Evans McGinty
(accessed January 11, 2011).
8
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Example 38. Dorothy Rudd Moore, Night Fantasy, first movement, mm. 1-16.
© 1979 by Dorothy Rudd Moore; Copyright renewed; Reprinted with permission
of the American Composers Alliance, Inc. (BMI), exclusive publisher.
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Throughout this movement the clarinet and piano occasionally repeat motives that may
be altered by use of rhythms and pitch choices. For example, at m. 20 the clarinet plays a
motive starting with the D eighth note and leading into m. 21 ending with the A# eighth
note (Example 39). This motive is used at m. 36 in the clarinet stating with the E quarter
note and ending on the C# eighth note. Measure 37 has the motive starting on the E
eighth note and ending on the C sixteenth (Example 40).
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Example 39. Dorothy Rudd Moore, Night Fantasy, first movement, mm. 17-28.
© 1979 by Dorothy Rudd Moore; Copyright renewed; Reprinted with permission
of the American Composers Alliance, Inc. (BMI), exclusive publisher.

52

Example 40. Dorothy Rudd Moore, Night Fantasy, first movement, mm. 32-39.
© 1979 by Dorothy Rudd Moore; Copyright renewed; Reprinted with permission
of the American Composers Alliance, Inc. (BMI), exclusive publisher.
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The second movement (Allegro  = 160) is more aggressive and extroverted in
character and uses 12 tone technique. Some of the immediate challenges for the soloist in
this movement are changes of meter (2/4 time to 3/8 time on the first page of the
movement), articulation patterns that don’t follow the tradition slur-two-tongue-two
pattern, flutter tonguing, and the various character of each sections (extroverted character
verses introverted character). Moore uses two unrelated tone rows in this second
movement. The first tone row (Example 41) at mm. 1-8 of the piano part is introduced
with four notes in the left hand, four notes in the right hand, and four notes in the left
hand (Example 42).

Example 41. First tone row for Night Fantasy, movement 2.
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Example 42. Dorothy Rudd Moore, Night Fantasy, second movement,
mm. 1-16. © 1979 by Dorothy Rudd Moore; Copyright renewed; Reprinted with
permission of the American Composers Alliance, Inc. (BMI), exclusive publisher.
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A slower section at m. 34 (Meno mosso  = 126) is somewhat subdued in intensity and
uses some of the material from the opening of the movement. Besides some difficult
rhythm patterns an added challenge is the flutter tonguing that is demanded of the soloist
in mm. 38, 80 and 162. If the performer cannot produce a flutter tongue, growling while
sustaining the note is a substitute. At m. 65 (Tempo Primo) the previous frenetic energy
returns only briefly and leads into much calmer section at m. 80 (Andante  = 52), here
the second tone row is introduced in the clarinet part, (Example 43) which only appears
in this section (Example 44). The second tone row that was introduced in the clarinet part
at m. 80 is taken up by the piano part at mm. 93-97 and at mm. 104-107. Later at m. 98
the first tone row appears in the left hand of the piano part (Example 45).

Example 43. Second Tone Row for Night Fantasy, movement 2 in concert pitch.
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Example 44. Dorothy Rudd Moore, Night Fantasy, second movement,
mm. 80-95. © 1979 by Dorothy Rudd Moore; Copyright renewed; Reprinted with
permission of the American Composers Alliance, Inc. (BMI), exclusive publisher.
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Example 45. Dorothy Rudd Moore, Night Fantasy, second movement,
mm. 96-111. © 1979 by Dorothy Rudd Moore; Copyright renewed; Reprinted
with permission of the American Composers Alliance, Inc. (BMI), exclusive
publisher.
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The section at m. 110 ( = 52) is in 6/8 time and does pose a problem for the clarinet part
in terms of counting. It is recommended that the soloist think in six beats to the measure
to match the sixteenth notes in the piano which is based on the opening motive in the first
movement. Also it is recommended that the clarinetist write in piano cues in the solo part
to help with counting (Example 46).
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Example 46. Dorothy Rudd Moore, Night Fantasy, second movement,
mm. 112-23. © 1979 by Dorothy Rudd Moore; Copyright renewed; Reprinted
with permission of the American Composers Alliance, Inc. (BMI), exclusive
publisher.
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A brief return of the primary theme from the first movement in the clarinet part at m. 128
( = ) leads to a final Tempo Primo at m. 135 using the same thematic material from
m. 10, but without meter changes (Example 47).

Example 47. Dorothy Rudd Moore, Night Fantasy, second movement,
mm. 135-40. © 1979 by Dorothy Rudd Moore; Copyright renewed; Reprinted
with permission of the American Composers Alliance, Inc. (BMI), exclusive
publisher.

The piece ends brilliantly with a final reference of themes taken from the first movement
as well as from within the second movement. Throughout the entire work, Moore
successfully recycles her motives to create a piece that has contrast, yet retains its unity
throughout.

61

Tillis, Frederick C. (b. 1930) United States of America
Concert Piece (1955, revised 1960) for clarinet and piano
American Composers Alliance, 1960.
Duration: ca. 4:45 min.
Range: Chalumeau E to Altissimo E
Dedication: None
Recording: None available
Frederick Charles Tillis was born on January 5, 1930 in Galveston, Texas. He
credits his mother as being his early source for music. "I owe everything to my mother,”
Tillis states in an interview with Contemporary Black Biography, "My mother sang to me
all the time and played piano”. In his youth Tillis joined a drum and bugle corps at his
school, later switching to trumpet in the seventh grade. During World War II Tillis started
playing professionally at age twelve, first in Russell Lewis quartet at a serviceman’s
dance club, then with Fleming Hough’s big band. Some members of the African
Methodist Episcopal Church in the community complained of his late hours from playing
gigs. His mother, however, supported his work. His first mentor, Fleming Hough, was a
band director at Central High School in Galveston, Texas, had his own big band, and
encouraged Tillis to take up the saxophone as an additional instrument.9 Tillis received
his Bachelor of Arts degree in music from Wiley College, and a Master of Music degree
and Doctor of Philosophy degree in music composition from the University of Iowa.
Concert Piece for clarinet and piano was written in 1955 and revised in 1960. The
score is a reproduction of the composer’s hand written manuscript parts. The clarinet part
is transposed in the score. Twelve tone technique is used throughout the work.

Paula J. K. Morris, “Frederick Tillis, 1930–.”Contemporary Black Biography, ed.
Ashyia N. Henderson, Vol. 40 (Detroit: Gale, 2004), 194-98.
9
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Measures 1-18 ( = 72 - 80) states the P 0 row that Tillis will use and manipulate
throughout the work (Example 48).

Example 48. Matrix for Concert Piece.
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The piano states the P 0 three times beginning with middle C and going up to an E above
the treble clef and then ending on a G below middle C. It appears that an arch form is
being used in terms of pitch range but not in rhythmic usage. The only consistent use of
rhythm occurs at mm. 1-2, 5-6, 15-16, and 17-18. The clarinet part follows the piano with
the tone row in its original form with the additional challenge of matching up the 3/4 time
in the clarinet part to the 2/4 duple time in the piano part. Thinking of the opening being
in one will solve this problem. As a guide at m. 19 Tillis gives the following metronomic
modulation indication of a half note equals a dotted half note (Example 49).
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Example 49. Frederick C. Tillis, Concert Piece for Clarinet and Piano, mm. 1-24.
© 1960 by Frederick C. Tillis; Copyright renewed; Reprinted with permission of
the American Composers Alliance, Inc. (BMI), exclusive publisher.
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Tillis occasionally combines several different rows at the same time. An example of this
occurs at mm. 19-31 where Tillis simultaneously combines the P 0 and P 10 rows in the
clarinet part with the R 0 row in both hands of the piano (Example 50).

Example 50. mm. 19-31 Combination of tone rows in Concert Piece. Clarinet part
is in concert pitch.

This combining of rows occurs throughout the work with some rows either being stated
partially or with missing notes from the rows. At mm. 43 and elsewhere in this work the
clarinet is occasionally given notes that are out of range (written low Eb below the staff
and D using bass clef). Taking these two notes up an octave is the solution (Example 51).
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Example 51. Frederick C. Tillis, Concert Piece for Clarinet and Piano,
mm. 25-48. © 1960 by Frederick C. Tillis; Copyright renewed; Reprinted with
permission of the American Composers Alliance, Inc. (BMI), exclusive
publisher.
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A potential ensemble problem between the clarinet and piano part is how the performers
should feel the beat. At times Tillis will notate the music in one time signature but will
require the performers to count in another. An example of this occurs at m. 79 where the
time signature moves from 3/4 time to 2/2 time at  = 144. By thinking one beat to the
measure the performers can make the transition between these two meters (Example 52).
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Example 52. Frederick C. Tillis, Concert Piece for Clarinet and Piano,
mm. 73-96. © 1960 by Frederick C. Tillis; Copyright renewed; Reprinted with
permission of the American Composers Alliance, Inc. (BMI), exclusive
publisher.
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The section ends with a slow piano interlude from m. 127-144. The second section begins
at measure 145 ( = 96 in 3/4 time) and features canonic statements of the various tone
row permutations (Example 53).

Example 53. mm. 146-58 Canonic treatment of tone row material in
Concert Piece. Clarinet part in concert pitch.

The clarinetist is advised to mark a piano cue in m. 145 of their part so as not to be
caught off guard by the new quick tempo. The rhythmic feel of this section should be in
one (Example 54).
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Example 54. Frederick C. Tillis, Concert Piece for Clarinet and Piano,
mm. 141-63. © 1960 by Frederick C. Tillis; Copyright renewed; Reprinted with
permission of the American Composers Alliance, Inc. (BMI), exclusive
publisher.
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The final section at measure 223 is a return to the first section of the work with
challenges of rapid meter changes and rhythmic counting for both the clarinet and piano
parts closing the work in a dramatic fashion. For the meter changes the performers should
focus on the quarter note beat since it functions as a steady beat throughout the work
(Example 55). At mm. 312-314 the clarinetist must not try to follow the pianist and
maintain a steady pulse (Example 56).

Example 55. Frederick C. Tillis, Concert Piece for Clarinet and Piano,
mm. 260-67. © 1960 by Frederick C. Tillis; Copyright renewed; Reprinted with
permission of the American Composers Alliance, Inc. (BMI), exclusive publisher.
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Example 56. Frederick C. Tillis, Concert Piece for Clarinet and Piano,
mm. 312-17. © 1960 by Frederick C. Tillis; Copyright renewed; Reprinted with
permission of the American Composers Alliance, Inc. (BMI), exclusive publisher.

This piece presents the challenge of two time signatures being used simultaneously.
Thinking of the piece in one when this happens and following the metronomic
modulations Tillis provides will help the performers with the ensemble difficulties that
may arise in the preparation of this work.
Walker, George (b. 1922) United States of America
Perimeters (1966) for Clarinet and Piano
General Music, 1972.
I.  = 92
II.  = 58
III.  = 88
Duration: ca. 10:00 min.
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Range: Chalumeau F to Altissimo F
Dedication: Commissioned by Leroy Johnston
Recording: Meyer Kupferman, clarinet; Kazuko Hayami, piano. Serenus SRS-12077
(LP); Scott Anderson, clarinet; Robert Pollock, Piano. Albany Records TROY880 (CD)
George Theophilus Walker was born on June 27, 1922 in Washington, DC. He
graduated from Dunbar High School at the age of fourteen and attended Oberlin College,
earning his Bachelor of Music degree in four years. At the Curtis Institute, Walker
became the first African-American to earn an Artist Diploma there and studied piano
with Rudolf Serkin and composition with Rosario Scalero. During this time he composed
his work Lyric for Strings, which was dedicated to his grandmother and one of his most
popular works. Walker was the first African-American to perform at New York’s Town
Hall in 1945. In an interview with the New York Times he explained how his race made it
difficult to become a classical pianist when he signed on with the National Concert
Artists stating, “from the outset they explained that getting concerts for me—a black
pianist playing classical music—would be an uphill battle.”10 His parents encouraged him
to pursue a teaching career. Walker attended the Eastman School of Music and became
the first African-American to receive a Doctor of Musical Arts degree there.11
A Fulbright Scholarship allowed Walker to travel to France to study with Nadia
Boulanger. Another triumph for Walker was when he became the first African-American
to win a Pulitzer Prize in music for his composition Lilacs for voice and orchestra in
1996.
Perimeters for clarinet and piano was written in 1963 on a commission by Leroy
Johnston and premiered in 1966 by Leroy Johnston, clarinet, and Frances Walker, piano.
James M. Manheim, “George Walker 1922–.” Contemporary Black Biography. ed.
Ashyia N. Henderson, Vol. 37 (Detroit: Gale, 2003), 193-95.
10

11

Ibid.
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Although the entire work is atonal, Walker doesn’t order the pitches. Instead, he writes in
a linear style and uses few chords. Walker had this to say about writing melody and
harmony in his compositions:

Melody
I have been concerned for a fairly long time with melodic content which is
oriented toward twelve-tone considerations. By that I mean to say that the actual
tones of the melody will be represented by from nine to twelve notes without
actually being part of a tonally serialized system. By making use of this type of
melody I am able to achieve a less tonally oriented type of harmonic implication.
My pieces are intended to be melodic in a freely singable sense without being
conventional in either a diatonic or a chromatic sense. Let me give you some
examples. In the Passacaglia from the Address for Orchestra there are ten or
eleven notes making up the theme itself. In the piano concerto the second theme
of the first movement is ten or eleven notes. In the trombone concerto the
trombone entrance in the first movement is nine notes.
Harmony
To talk about harmony is much more difficult. I don’t have any preconceived
ideas of what I’m trying to do harmonically, partially because I have a strong
tendency to think linearly. I have at times been fascinated by harmonic structures
involving fourths; I am fond of harmonies in which the tritone appears. But I try
to evolve harmonic structures which are not symmetrical. The one exception is
the second piano sonata, which was one part of my doctoral dissertation. The
thesis behind it was to write a composition that was wholly dominated by the
presence of thirds (or their inversions- -sixths); there is a high degree of
consistency in that work, which is intentional. 12

The first movement ( = 92) begins with a piano introduction that includes a
three-note cell at m. 1 that contains a whole step and leap up to a minor third (E, F#, A).
The clarinet entrance (in Bb in the score) at m. 7 contains a modification of this cell that
uses a half step with a leap up a minor seventh (Bb, A, G). At m. 3 the right hand of the
12

David N. Baker, et al., eds., The Black Composer Speaks: A Project of the AfroAmerican Arts Institute, Indiana University (Metuchen, New Jersey: The Scarecrow Press, Inc.,
1978), 365.
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piano part has this cell occurring several times with each statement similar to the original
but with changes in interval use and whether it starts with a step or a leap. Occasionally
this cell will begin with a leap followed by a step. Beginning with the D# sixteenth note
and ending on the D# in the sixteenth note tuplet there are four different statements of the
cell (D#, D, A/B, G#, G/G#, G, F#/G, F#, D#).
The original cell at m. 1 in the piano and its permutations are used throughout this
movement and in the other movements. There are several meter changes that can be
mastered by keeping the eighth note subdivision in mind. Walker uses stacked chords in
the piano part sparingly. When chords are used there is a mixture of intervals with the
chord containing added notes to create a unique color. Measure 3 for example has on beat
one a D#, B, G#, C# which spells out a G# minor chord with an added fourth. There are
other times when a chord is introduced one note at a time (Example 57).
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Example 57. George Walker, Perimeters for Clarinet and Piano, first movement,
mm. 1-10. © 1972; Reprinted with permission of Lauren Keiser Music Publishing
(ASCAP).
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The form of the first movement is delineated as an ABA form through the use of
dynamics. Measures 1-21 uses mostly softer dynamics (piano to mezzo piano), mm. 2234 uses the forte dynamic throughout, and mm. 35-48 marks a return to the softer
dynamics.
The second movement ( = 58) continues to use the cell concept established at the
beginning of the first movement. At m. 4 the clarinet has an F#, G, C and at m. 5 the
clarinet has an E, D#, B (Example 58). At m. 22 the piano also uses the cell and its
permutations at m. 7 (A, E, D#) on count one and the clarinet part uses three
permutations of the original cell (B, E, D#/E, D#, G/D#, G, F#). The form of this
movement is through composed (Example 59).
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Example 58. George Walker, Perimeters for Clarinet and Piano, second
movement, mm. 4-15. © 1972; Reprinted with permission of Lauren Keiser
Music Publishing (ASCAP).
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Example 59. George Walker, Perimeters for Clarinet and Piano, second
movement, mm. 22-24. © 1972; Reprinted with permission of Lauren Keiser
Music Publishing (ASCAP).

The third movement ( = 88) is the fastest which is emphasized by the use of
constant 16th notes (Example 60). There are many examples of Walker’s original cell and
its permutations throughout this movement. The meter changes in this movement can be
mastered by thinking a constant pulse of eight notes. When the meter of 5/16 is used at
m. 15 the performers must think on the level of the sixteenth note value and group the
notes as three plus two. The opening is canonic with the piano stating the theme and the
clarinet following in similar style. There is a slower contrasting section at mm. 22-38
(Meno mosso  = 69) which is mostly slurred for the clarinet. The opening tempo and the
staccato style returns at m. 39 and brings the work to its conclusion.
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Example 60. George Walker, Perimeters for Clarinet and Piano, third movement,
mm. 1-9. © 1972; Reprinted with permission of Lauren Keiser Music Publishing
(ASCAP).
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This work, like the works of Anderson, Cordero and Moore, is unique in that the works
are either atonal or use 12-tone technique. Due to this lack of tonality the clarinetist must
know the chromatic scale in various permutations. Studies that can help in acquiring this
proficiency are David Hite’s Foundation Studies which is based on book three of the
Baermann Method has studies that deal with the chromatic scales, whole tone scales,
chromatic intervals, and diminished scales. Rudolf Jettel’s School for Clarinet book two
also contains chromatic patterns. Kalmen Opperman’s The Clarinet Chromatic Machine
is an exhaustive study of the chromatic scale and its permutations. Because of the many
meter changes and rhythmic complexities between the clarinet and piano parts, the
biggest challenge is ensemble. It will benefit the clarinetist to make a copy of the piano
score for personal study and mark the solo part with piano cues to aid in lining up the
parts. Also, rehearsal with an amplified metronome will be beneficial.
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CHAPTER 4
THE USE OF ETUDE AND SOLO MATERIAL IN CONJUNCTION WITH THE
CONTEST PIECES
In order to be successful in preparing any of the contest pieces a student must
follow a standard clarinet curriculum offered at their college of attendance. In 1973
clarinetist Cecil Gold compiled the study Clarinet Performance Practices and Teaching
in the United States and Canada which gives a snapshot of the clarinet teaching trends of
the time from undergraduate to doctoral level studies. Many years later clarinetist Kelly
Johnson wrote an article for the Clarinet journal entitled "Clarinet Etude Books for the
College Undergraduate" which lists additional etude material not found in the treatise by
Cecil Gold.
The areas that will be problematic for students wanting to prepare for the
scholarship contest are how to obtain the score and how legible is the score. Another
problem is finding recordings to study while learning the work. During my undergraduate
study the clarinet works of African-American composers were not available for study in
the library at Youngstown State University. Today with the availability of the web search
engine known as World Cat a person can look for information on African-American
composers from various libraries from across the United States and the world and in
some instances request a loan for the materials that are needed. Additional searches using
the search engines Yahoo, Google and Bing will also bring forth a wealth of information.
Some composers have their own website which will contain a list of their works and may
have recordings of their works in addition to their contact information should one like to
inquire about a particular work. Music publishing companies also list works of
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composers and will allow online ordering negating the need to go to a local music store to
buy music.
Once a score is found and obtained the student must determine if the score is
readable. Most of the music in my personal clarinet library has been typeset for
publication. Other music scores in my library are reproductions of a score in the
composer’s own handwriting or have been written out by a professional copyist. But what
if the handwritten manuscript is not legible? The obvious step is to make annotations in
the parts to clarify what the composer is trying to communicate to the performers.
Recordings of the contest pieces were scarce during my undergraduate studies.
Today there are currently commercial recordings available of the clarinet solos of David
Baker and George Walker, although there are no commercial recordings of the other
composers mentioned in this document. The Center for Black Music Research at
Columbia College Chicago has a recording of T. J. Anderson’s Swing Set in their
archives. The Soliloquios No. 3 by Roque Cordero is available as an online video on
YouTube. The lack of recordings as an undergraduate deterred me from participating in
the contest. To add to this, the college teaching curriculum for clarinet has been
standardized for some time now and the works by African-American composers need to
be included in the repertoire.
Besides classical music, the clarinet has been used in other musical genres. Jazz
is perhaps the best known in this country. Klezmer music is another area of musical
interest for clarinetists, which has made a return to the musical scene in recent years
thanks in part to the Broadway musical Fiddler on the Roof. Examples of this school of
playing are Giora Feidman, David Krakauer and Michele Gingras. A search on the
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website www.woodwind.org has an electronic bulletin board solely dedicated to ethnic
clarinet music. Furthermore, there are numerous videos of ethnic music featuring the
clarinet that can be found on the website www.youtube.com.
Jazz Study Material
The Sonata for Clarinet and Piano by David Baker uses a variety of jazz styles
including blues, swing, ballad, calypso, and double time. For students who are not
experienced in the jazz performance style the best way to become acquainted is to start
with the jazz improvisation series authored by Jamey Aebersold. Started in 1967, this
series now has over one hundred volumes with some focusing on the basic skills of
improvisation and others dedicated to a particular jazz composer or jazz style. The CD’s
are set up so the left channel includes bass and drums while the right channel includes
piano and drums. A textbook with each album includes instructions on how to use the
album, exercises, a scale syllabus, and the chord progressions or tunes that will be used
with the textbook. Additionally, Aebersold gives a list of what he calls "Essential
Discography" of important jazz recordings that the budding improviser should listen to,
along with another list of suggested books and magazines that deal with jazz. This play-along series is perfect for the beginning jazz improviser who wishes to practice with a jazz
combo. Perhaps the best way to gain jazz performance experience is to perform in an
actual jazz band. The clarinet student is advised that this will, at times, involve having to
perform on saxophone and flute as jazz composers sometimes use these instruments in
their works. There are some clarinet teachers who feel that doubling on other woodwind
instruments can impede one's clarinet embouchure. Additionally, these clarinet teachers
feel that clarinet students should only play clarinet and no other instruments. While this
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philosophy may have been sound teaching practice in the past, today's clarinetists are
facing the problem of the small amount of openings in symphony orchestras that would
allow them to make a living. Doubling on woodwind instruments can open up additional
performing and teaching opportunities.
Additional material that can be used to prepare the student to perform Baker's
work consists of etudes, jazz pattern collections, and solos for clarinet. The Patterns for
Jazz book by Jerry Coker, Jimmy Casale, Gary Campbell, and Jerry Greene is an
excellent work for musicians wanting to learn jazz patterns. The material starts out with
basic patterns and then progresses to more advanced patterns. The time signature of 4/4
time is used for most of the patterns while others patterns have no time signature at all.
Other patterns will have half of the pattern written out while the other half is to be
completed with the performer playing by ear. Chord symbols are provided so that the
performer can see and hear how the pattern fits into a key. Jamey Aebersold recommends
that this book and other jazz pattern books can be used with his play-a-long series with
some minor adjustments to the patterns to make them fit the accompaniment. Other
pattern books that are also recommended by Jamey Aebersold are Patterns for
Improvisation by Oliver Nelson, and two books by Ramon Ricker, Pentatonic Scales for
Jazz Improvisation and Technique Development in Fourths for Jazz Improvisation. David
Gornston, mentioned earlier, published a number of etude books the focused on the jazz
idiom and manuscript reading. Other authors of these etudes include Harry Huffnagle,
and Ben Paisner. The melodies are written out and include chord changes to aid the
performer in learning how the melodies fit the chord progressions.
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In addition to the jazz study books, there are a number of clarinet solos that utilize
jazz style that the student should also study for additional musical development. Some of
these solos include the Pocket Size Sonatas of Alec Templeton and the Sonata for
Clarinet and Piano by Alec Wilder. Other jazz influenced solos included Elie
Seigmeister’s Clarinet Concerto, Morton Gould’s Derivations, and Joseph Horovitz’s
Sonatine for Clarinet and Piano.
Atonal/Twelve Tone Study Material
The works for the scholarship contest list that are atonal/twelve tone are the works
from T. J. Anderson, Roque Cordero, Dorothy Rudd Moore, Frederick Tillis, and George
Walker. For most clarinet students the best exposure to atonal music is through Alban
Berg’s Vier Stücke für Klarinette und Klavier. There are many other works and etudes
that will assist a performer to prepare the contest music. Giuseppe Ruggiero has
published two etude books for clarinet that deal with atonality. His Huit Études Atonales
and Dix Grandes Études Atonales are published by Alphonse Leduc. Besides atonality,
there are other difficulties that the clarinetist must overcome while preparing these works.
These difficulties include extended techniques such as flutter tongue, vibrato, microtonal
fingerings, glissando, and graphic notation. Phillip Rehfeldt’s New Directions for
Clarinet has been the standard textbook in the United States for learning extended
technique. I have used this reference many times when looking up quarter-tone fingerings
used in Roque Cordero’s Soliloquios No. 3 and in other contemporary clarinet works. The
study materials and solo works that could be used by the student to help prepare these
works are listed in Appendix C at the end of this document, and are by no means
complete.
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CHAPTER 5
CONCLUSIONS
When I initially began this study I had the impression that most of the composers
mentioned would have some type of reference to jazz within their compositions or would
be written in a style similar to William Grant Still. While each composer has their own
unique style only David Baker’s work is influenced by jazz from beginning to end. T. J.
Anderson’s work uses ragtime only in one section of his work. The rest of the works
discussed here have no reference to jazz and do in some way pay homage to the
compositional techniques of the Second Viennese School, where atonality and twelve
tone technique were frequently used.
The most important question is the following; why concern ourselves with
focusing on African-American composers in the educational curriculum, much less any
composer, who is not a part of what is known as “the establishment”. Musicologist
Dominique-René de Lerma has this to say about the importance of Black music in the
education curriculum:
Black music belongs in the curriculum now, and not just in predominately black
schools or in graduate musicology courses, either. This is an important and vital
aspect of American culture, just as the impact of the black experience is a major
element in any social definition of the United States. This music belongs in
undergraduate courses, and if it is not incorporated within precollege music
studies, we will have white students who lack formal contact with dynamic
musical ideas, and blacks who, unaware of the extraordinary musical genius of
their race, may forsake a potential career.1
The works studied in this document are quality works that demand more exposure
to performers and audiences. By introducing music majors and non-music majors to
composers of different ethnicity and gender we are not only providing them with role
Dominique-René de Lerma, “Black Music Now!” Music Educators Journal, 57, no. 3
(November 1970): 26.
1
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models to inspire them, but we are also preparing them for a world that is becoming
increasingly global.
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APPENDIX A
ERRATA OF CONTEST PIECES
 T. J. Anderson
Swing Set for clarinet and piano
m. 91 – Written B-flat could be changed to a D-flat so the note order (B-flat, B-flat, C)
can match the two previous measures that use the order of B-flat, D-flat, C.
m. 133 – The Meno mosso marking should be placed above the clarinet line for clarity of
reading.
m. 146 – The a tempo marking should be placed above the clarinet line for clarity of
reading.
 David Baker
Sonata for Clarinet and piano
Clarinet part
Movement 1
m. E – Add time signature of 4/4 time.
mm. 124-130 – Add slur in m 124 to G eighth note from D quarter note in m. 125. Add
slur in m. 125 from F eighth note to E-flat dotted quarter note. Add slur in m. 126 from C
eighth note to C quarter note in m. 127. Add slur from D eighth note to E-flat in m. 128.
Add slur in m. 129 from F-sharp eighth note to C whole note in m. 130.
Movement 2
mm. 55-58 – This section is slurred in groups of two in the recording made by clarinetist
James Campbell.
mm. 59-60 – Add slur in m. 59 from first D eighth note to B eighth note in m. 60.
m. 73, 75-76 – Slurs need to be added on 32nd notes as in m. 69 and 71.

Piano part
Movement 1
m. E – Add time signature of 4/4 time.
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 Dorothy Rudd Moore
Night Fantasy for Clarinet and Piano
Movement 1
Clarinet part
m. 20 – Clarinet part has 32nd notes on count 3 while score has trill marking.
m. 48 – Add slur over 32nd note triplet.
m. 52 – Eight note rest missing on the and of count 2.
m. 53 – Replace half note with a quarter note.
m. 65 – Add triplet bracket to notes on count 3.
m. 78 – Clarinet part has septuplet on count 3 while the piano score has a trill.
m. 90 – Quintuplet on count 4 is missing bracket.
m. 91 – Clarinet line in score has a half note tied to a 16th note. Clarinet part has a half
note tied to 8th note. Refer to the recording made by Marcus Eley.
m. 96 – Add tie between count 1 and 2.

Piano part
m. 30 – Clarinet is missing a sixteenth note flag on count 3.
m. 48 – Add slur over 32nd note triplet in clarinet part.
m. 53 – Replace half note with a quarter note in the clarinet part.
m. 62 – Remove the eighth note that occurs before the quarter note on count 3.
m. 78 – Clarinet part has septuplet on count 3 while the piano score has a trill.
m. 91 – Clarinet line in score has a half note tied to a 16th note. Clarinet part has a half
note tied to 8th note. Refer to the recording made by Marcus Eley. Count 4 missing slur
in piano part.
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Movement 2
Clarinet part
m. 39 – count two looks like grace notes. There are 3 counts in the measure.
mm. 47 - 48 – Add triplet bracket on count 2 of m. 47 and on counts 2 and 3 of m. 48.

Piano part
m. 39 – count two looks like grace notes. There are 3 counts in the measure.
m. 47 – Add triplet bracket on count 2.
m. 89 – May wish to add a quarter rest on count 3 in RH part for clarity of rhythm.
m. 97 – Counts 2 and 3 should be changed to D-flat and E-flat to reflect the P 10 of the
second tone row matrix.
 Frederick Tillis
Concert Piece for Clarinet and Piano
Clarinet Part
m. 19 – Add forte marking to the measure.
mm. 43, 48 - 49 – The E-flat and D natural are out of range and need to be taken up an
octave.
m. 79 – Add forte marking to this measure.
m. 80 – Add accent over E natural.
m. 82 – Add staccato over the G-flat.
m. 83 – Add staccato over A-flat.
m. 89 – Add accent over the E natural.
m. 114 – Change D to E natural.
m. 120 – Add decrescendo to the measure.
m. 125 - 126 – The D natural is out of range and needs to be taken up an octave.
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m. 127 – Add tempo marking of  = about 108.
m. 142 – Remove trill marking.
m. 145 – Add piano cue ( ).
m. 150 – Add accent to the half note.
m. 155 – Add flat to the B half note and change C quarter note to B natural.
m. 161 – Change D natural to C-Sharp.
m. 175 – The rehearsal marking is wrong. Either remove it from the part or divide the
multirest so the first measure has a whole rest followed by a two measures of rest.
m. 179 – Add accent to the half note and quarter note.
m. 187 - 188 – Add accent to the half note and a staccato to the quarter note.
m. 211 – Change E natural half note to E-flat.
m. 223 – Since this section is a return of material at the beginning of the piece the tempo
should be  = 72 – 80.
m. 237 – Add staccato to first eighth note.
m. 239, 245 - 246, 249 – The E-flat and D natural are out of range and need to be taken
up an octave.
m. 249 – Add beam to second D natural.
m. 254 – Trill below measure is for the E-flat above.
m. 257 – Add staccato to the A natural.
m. 262 – Add staccato to the F-sharp.
m. 263 – Add staccato to the F-natural.
m. 268 – Add accent to half note.
m. 270 – Change multiple rest to 10 measures.
m. 281 – Add accent to B natural and a fortissimo marking to the measure.
m. 282 – Add staccato to B-flat.
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m. 283 – Add staccato to B natural, G natural, and G-flat.
m. 283 – Add staccato to D-flat, B-flat, and G-flat.
mm. 295, 305 – The E-flat and D natural are out of range and need to be taken up an
octave.
m. 299 – Remove the fifth eighth note (F-natural) from the measure so the measure will
add up properly in 3/4 time.
m. 305 – Add staccato to C natural and G natural.
m. 307 – Add staccato to A natural.
m. 308 – Add staccato to eighth notes.
m. 317 – Add slur from G natural on the and of count 1 to the F-sharp on count 2.

Piano Part
m. 26 – Change the E natural on count 2 to E-Flat.
m. 80 – Add accent to E natural in clarinet part.
m. 114 – Change D to E natural in clarinet part.
mm. 96 - 102 – A quadruple bracket should be added to each measure.
m. 142 – Remove trill marking.
m. 155 – Add accent to the half note and a staccato to the quarter note in the right hand.
m. 155 – Add flat to the B half note and change C quarter note to B natural in clarinet
part.
m. 156 - 157 – Add accent to the half note in the right hand.
m. 161 – Change D natural to C-Sharp in clarinet part.
m. 172 – Change D natural to D-sharp in the right hand.
m. 175 – Rehearsal marking is over the wrong bar and needs to be moved to the next bar
on the right.
m. 176 – Add accent to the half note in the right hand.
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m. 179 – Add accent to the half note and quarter note in the clarinet part.
m. 186 – Change C natural to B natural in the right hand.
m. 187 – Add accent to the half note and a staccato to the quarter note in the clarinet part.
m. 188 – Add accent to half note.
m. 198 – Change E natural on count three to D natural.
m. 201 – Add accent to half note and quarter note.
m. 203 – Add staccato to quarter note.
m. 211 – Change E natural half note to E-flat in clarinet part.
m. 223 – Since this section is a return of material at the beginning of the piece the tempo
should be = 72 – 80.
m. 232 – Change G natural half note to a quarter note in right hand.
m. 242 – Add staccato to last eighth note in right hand.
m. 247 – Add dot to half note in clarinet part.
m. 248 – Remove accent over half note in clarinet part.
m. 263 – Add staccato to the F-natural in clarinet part.
m. 281 – Add accent to B natural in clarinet part.
mm. 283-284 – Add staccato to all the notes except the D-flat in the clarinet part.
m. 289 – Remove staccato over G-sharp in clarinet part.
m. 308 – Add staccato to eighth notes in clarinet part.
 George Walker
Perimeters for clarinet and piano
Movement 1
Clarinet Part
m. 11 – Add slur form B eighth note to the second E sixteenth note.
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m. 34 – Extend trill from previous measure.

Piano Part
m. 18 – Add tie to the A-sharps in the clarinet part.

Movement 2
Piano Part
m. 2 – Remove staccato from eighth note B natural in clarinet part.
m. 30 – Add tenuto mark to C natural in clarinet part.

Movement 3
Clarinet Part
m. 40 – Add a staccato to the G-sharp sixteenth note.

Piano Part
m. 18 – Remove tenuto mark over B natural in clarinet part.
m. 53 – Add accent to the C natural sixteenth note in clarinet part.
m. 56 – Add dot to A-sharp quarter note in clarinet part.
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APPENDIX B
OTHER WORKS FEATURING THE CLARINET
FROM THE CONTEST COMPOSERS
T. J. ANDERSON
Beyond Silence (1973)
Tenor, Clarinet, Trombone, Viola, Cello, and Piano
Five Etudes and a Fantasy (1964)
Wind Quintet
HUH! (What did you say?) (1997)
Violin solo, string trio, Clarinet
In Front of My Eyes: An Obama Celebration (2010)
Soprano, Flute (Picc. and Alto Fl), B flat Clarinet (Bs. Clar.), Horn in F, B flat Trumpet,
Trombone, Violin, Cello, Piano (Keyboard syn.), and Jazz Drum set (Marimba)
Intermezzi (1983)
Clarinet, Alto saxophone, and Piano
Notes From a Friend (2000)
Flute, Clarinet, Viola, and Cello
Six Pieces for Clarinet and Chamber Orchestra (1960)
Transitions (A fantasy for 10 instruments) (2000)
Flute, Clarinet, Bassoon, Horn, Trumpet, Trombone, Violin, Viola, Cello, Piano
Trio Concertante (1960)
Clarinet, Trumpet, Trombone and Band
Walker, a chamber opera (1992)
Soprano, Contralto, Tenor, 2 Baritone voices and
Bass; Violin, Viola, Flute + Piccolo, Clarinet + Bass Clarinet, Alto Saxophone,
Trumpet, Trombone, Piano, and percussion station

DAVID BAKER
Homage a l'Histoire (1994)
Clarinet, Bassoon, Trumpet. Percussion, Violin, and Contrabass
Duo for Clarinet and Cello (1988)
Jazz Suite for Clarinet and Symphony Orchestra: Three Ethnic Dances (1992)
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Theme and Variations (1970)
Woodwind Quintet
Woodwind Quintet from The Black Frontier (1971)
Woodwind Quintet No. 1

ROQUE CORDERO
3 miniminiatures for Ernst (1985)
Flute, Clarinet
Dodecaconcerto (1990)
Flute, English horn, Clarinet, Alto Saxophone, Bassoon, Trumpet, Horn, Trombone,
Violin, Viola, Cello, Percussion
Quintet (1949)
Flute, Clarinet, Violin, Cello, Piano
Mensaje breve (1957)
Flute, Oboe, Clarinet, Bassoon
Mensaje breve (1958)
Clarinet, Bassoon
Mensaje fúnebre (1961)
Clarinet, Strings
Paz, Paix, Peace for Harp solo and four trios (1969)
Harp solo: Flute, English horn, Clarinet; Alto Flute, Clarinet, Bassoon; Violin, Viola,
Cello; Viola, Cello, Bass
Permutaciones 7 (1967)
Clarinet, Trumpet, Timpani, Piano, Violin, Viola, Bass
Quinteto (1967)
Flute, Clarinet, Violin, Cello, Piano
Serenatas (1987)
Flute, Clarinet, Viola, Harp
Variations and Theme for 5 (1975)
Woodwind Quintet
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DOROTHY RUDD MOORE
Lament for Nine Instruments (1969)
Flute, Oboe, Clarinet, Trumpet, Trombone, Violin, Viola, Cello, Percussion
Transcension (1986)
Flute, Oboe, Clarinet, Violin, Violin II, Viola, Cello, Double Bass

FREDERICK TILLIS
Five Fantasies on Primary Colors (1999)
Woodwind Quintet
Quartet for Flute, Clarinet, Bassoon and Cello (1952)
Quintet for Four Woodwind and Percussion (1962)
Flute, Oboe, Clarinet, Bassoon, Percussion
Spiritual Fantasy No. 23 (Weary Traveler) (2001)
Woodwind Quintet
Spiritual Fantasy No. 24: (Little Light of Mine) (2010)
Clarinet and Piano
Three Plus One (1969)
Clarinet, Guitar, Violin, Tape Recorder
Verzierungen (Grace Notes) (2003)
Solo Clarinet, 5 Saxes, 4 Trumpet, Horn, 3 Trombone, Tuba, Vibraphone, Violincello,
Guitar, Pianoforte, Double Bass, Drum Set

GEORGE WALKER
Five Fancies for Clarinet and Piano Four Hands (1974)
Wind Set (1999)
Woodwind Quintet
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APPENDIX C
LIST OF ETUDE AND SOLO MATIERIAL
General Studies:
Cavallini, Ernesto. 30 Capricci. Milan: Ricordi, 2011.
Hite, David. Artistic Studies Books 1, 2, and 3. San Antonio, TX: Southern Music, 1986,
1987, 1989.
________. Foundation Studies. San Antonio, TX: Southern Music, 1990.
Opperman, Kalmen. Modern Daily Studies Books 1, 2, and 3. Oyster Bay, NY: M. Baron
Company, 1952, 1961, 1976.
________. The Clarinet Chromatic Machine. New York, NY: Carl Fischer, 2006.
JeanJean, Paul. Vade-mecum du clarinettiste. Paris: Alphonse Leduc, 1927.
________. 18 Etudes. New York, NY: Alfred Publishing, 1940.
________. Seize études modernes. Paris: Alphonse Leduc, 1951.
Jettel, Rudolf. School for Clarinet Book 2. Vienna, Doblinger, 1950.
Stark, Robert. Arpeggio Studies. Edited by Robert McGinnis. New York, NY:
International Music Company, 1956.
Uhl, Alfred. 48 Studies Books 1 and 2. Mainz: Schott, 1940.

Contemporary Studies:
Caravan, Ronald L. Polychromatic Diversions for Clarinet. Oswego, NY: Ethos
Publications, 1979.
________. Preliminary Exercises and Etudes in Contemporary Techiques for the
Clarinet. Oswego, NY: Ethos Publications, 1979.
Dolak, Frank J. Contemporary Techniques for the Clarinet. Lebanon, IN: Studio P/R,
1980.
Farmer, Gerald. Multiphonics and Other Contemporary Clarinet Techniques. Rochester,
NY: Shall-u-mo Publications, 1982.
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Rehfeldt, Phillip. New Directions for Clarinet. Revised Edition. Berkeley:
University of California Press, 1994.

Jazz Category:
Aebersold, Jamey. Jazz Play-A-Longs (133 volumes). New Albany, IN: Jamie Aebersold
Jazz, 1966.
Aubin, Francine. Deux pièces en form de jazz pour clarinette et piano. Macon Cedex,
France: Editions Robert Martin, 1985.
Boutry, Roger. En bleu et rouge. Macon Cedex, France: Editions Robert Martin, 1994.
Coker, Jerry et al. Patterns for Jazz. Miami, FL: Studio P/R, 1970.
Gabaye, Pierre. Sonatine pour clarinette et piano. Paris: Alphonse Leduc, 1959.
Gould, Morton. Derivations for Clarinet and Band. New York, NY: G. Schirmer, 1956.
Harvey, Paul. Three Etudes on Themes of Gershwin for solo Clarinet. Ampleforth,
Yorkshire, England: June Emerson Wind Music, 1975.
Huffnagle, Harry. 16 Smart Studies. New York, NY: Sam Fox, 1948.
Huffnagle, Harry. Streamlined Etudes books 1 and 2. New York, NY: Sam Fox, 1965.
Horovitz, Joseph. Sonatina for Clarinet and Piano. London: Novello, 1982.
Kupferman, Meyer. Moonflowers, baby!: A Jazz Essay for Solo Clarinet. Rhinebeck, NY:
Soundspells Production, 1986.
Nelson, Oliver. Patterns for Improvisation. New Albany, IN: Jamie Aebersold Jazz,
1966.
Paisner, Ben. 61 Swing Studies. New York, NY: Sam Fox, 1973.
Ricker, Ramon. Pentatonic Scales for Jazz Improvisation. Miami, FL: Studio P/R, 1976.
Ricker, Ramon. Technique Development in Fourths for Jazz Improvisation. Miami, FL:
Studio P/R, 1976.
Siegmeister, Elie. Concerto for Clarinet and Orchestra. New York, NY: Sam Fox, 1962.
Templeton, Alec. Pocket Size Sonata. New York, NY: Leeds, 1949.
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________. Pocket Size Sonata, no 2. Delaware Water Gap, PA: Shawnee Press, 1959.
Widmer, Mike. 18 Fine Etudes. New York, NY: David Gornston, 1957.
Wilder, Alec. Sonata for Clarinet and Piano. Newton Centre, MA: Margun Music, 1976.

Atonal/Twelve Tone Category:
Apostel, Hans Erich. Sonatine für Klarinette Solo, op. 19, no. 2. London: Universal
Edition, 1953.
Bassett, Leslie. Soliloquies for Solo Bb Clarinet. Bryn Mawr, PA: Merion Music;
Theodore Presser, 1978.
Berg, Alban. Vier Stücke für Klarinette und Klavier, op. 5. Vienna: Universal Edition,
1924.
Cage, John. Sonata for Clarinet. New York: Henmar Press; C. F. Peters, 1963.
Carter, Elliott. Gra for Bb Clarinet alone. New York, NY: Hendon Music;
Boosey & Hawkes, 1994.
Denisov, Edison. Sonate für Klarinette in B. Wiesbaden: Breitkopf & Härtel, 1980.
Donato, Anthony. Sonata for Bb Clarinet and Piano. San Antonio, TX: Southern Music,
1967.
Krenek, Ernst. Monologue for Clarinet Solo. New York, NY: Rongwen Music, 1958.
Latham, William P. Five Atonal Studies. Stamford, CT: Jack Spratt Music, 1966.
________. Ion-The Rhapsode for Bb Clarinet and Piano. San Antonio, TX: Southern
Music, 1985.
Lidholm, Ingvar. Amicizia, per Clarinetto Solo. Stockholm: AB Nordiska Musikförlaget;
Edition Wilhelm Hansen, 1981.
Mihalovici, Marcel. Musique Nocturne pour clarinet et orchestre de chambre. Paris:
Alphonse Leduc, 1964.
Perle, George. Three Sonatas for Solo Clarinet. Bryn Mawr, PA: Theodore Presser, 1957.
Reynolds, Verne. Four Caprices for Clarinet and Piano. San Antonio, TX: Southern
Music, 1974.
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Rochberg, George. Dialogues for Clarinet and Piano. Bryn Mawr, PA: Theodore Presser,
1959.
Ruggiero, Giuseppe. Dix grand etudes atonales. Paris: Alphonse Leduc, 1966.
________. Huit etudes atonales. Paris: Alphonse Leduc, 1970.
Smith, William O. Five Pieces for Clarinet Alone. London: Universal Edition, 1963.
Sydeman, William. Duo for Bb Clarinet and Piano. New York, NY. Peer International
Corp., 1966.
Takács, Jenő. Essays in Sound for Clarinet and Piano. Vienna: Doblinger, 1980.
Wyner, Yehudi. Cadenza! for Clarinet and Piano (or Harpsichord). New York, NY:
Associated Music Publishers, 1976.
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APPENDIX D
COPYWRIGHT PERMISSION LETTERS

107

108

109

110

